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installation and display of the Goncourts' collections, resulting in interiors that cannot be mistaken for eighteenth-century period rooms.
The Decoration of the Goncourts' Parisian Apartment
Before analyzing the visual evidence of the house in Auteuil, however, it is important first to consider the way the brothers decorated their Parisian apartment, at 43 rue Saint Georges, where they lived together for eighteen years, from 1850 to 1868. There Edmond and Jules de Goncourt first applied principles of symmetry and framing to the interior decoration. 11 The brothers themselves said little about the apartment. In addition to this play of tonal and coloristic relationships, the watercolor reveals a decorative strategy that will also dominate the 40 Studies in the Decorative Arts/Spring-Summer 2008 installation in Auteuil: the creation of panels using framing and symmetry-Panels-subdivided sections of a wall that function as a unit-were a crucial part of the Goncourts' concept of interior decorating, and also served as the principle they used to judge other people's interiors. As early as 1857, while still living in the rue Saint Georges, they briefly mentioned the lengthy evolution of decorative panels in the Journal
13
Rather than a ready-made means of organizing an interior, panels as understood there require time (ten years in this case) and careful consideration to ripen, rarely achieving a state of completion. This idea set the Goncourts' aesthetic apart from the increasingly formulaic approach to interior decorating as marketed to a wide public through pattern books and interior design manuals. Edmond stressed the slow emergence of panels when he further defined the term in 1884:
People don't know the happiness that comes to a furniture lover from composing apartment panels on which materials and colors harmonize or contrast, from creating some kind of large artistic tableaux where one associates bronze, porcelain, lacquer, jade, embroidery. People have no idea how much time it takes in order to be completely satisfied, the changes and displacements that it requires.
14 Goncourt's slowly evolving attitude stood in clear contrast to the easy promises of decorating manuals such as Charles Blanc's 1886 Grammaire des arts décoratifs, which offered readers five "general rules" that could be applied to the decoration of a person, a house, or a place of worship.
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Henry Havard, on the other hand, assured readers of his popular book L'Art dans la maison (1882) that they could easily learn the principles of decorating, even in the confusion of late nineteenth-century eclecticism. 16 Edmond de Goncourt, by contrast, defined the work of interior design artistically. In the composing of panels, he acted as an artist and used walls as blank canvases on which he slowly explored harmonies of color and line, thereby justifying the word artiste in his book La Maison d'un artiste. The house was not merely the home of the artist: it was part of his creation, and Edmond's perpetual dissatisfaction and constant rearranging set him apart from the crowd, which sought pleasing results in a short time.
The Goncourts subjected the decorative panels of their Parisian apartment to pictorial principles of harmony and contrast, creating an arrangement meant to have a strong visual impact experienced before the appreciation of individual objects. Within the panels, the decorative principles of symmetry, framing, and contrast govern each composition.
Edmond de Goncourt's Aesthetic Interior 41
Jules's watercolor shows how they framed the large tapestry at the center with two vertical panels of matching width. The height of the stove on the left exactly matches that of the commode on the right, creating a strong horizontal line, and each surface features artworks arranged in symmetrical groups of three, where two identical objects frame and set off a centerpiece. The symmetrical placement of objects against these flat surfaces repeats at a smaller scale the basic symmetrical pattern of the entire wall. The overall function of the panel was to highlight the obviously important pastoral tapestry, which becomes the centerpiece of this display.
The classical conception of symmetry derives from Greek architec- The Goncourt brothers' use of symmetry seems, however, to be of a slightly different order. Panels placed in symmetrical arrangements generally act as frames, drawing the eye to the piece placed on the center axis. They establish a pattern of regularity disrupted by the highlighted central object, which calls visual attention to itself by virtue of its placement and size. Jules's watercolor, however, suggests that the placement of objects within the framing panels subtly contrasts with the overall symmetry of the wall. Note that the bust of Louis XV and the spout of the pitcher both point away from the tapestry, providing an opening onto the broader expanse of the wall and the objects it displays.
This quiet moment of rupture within the symmetrical pattern prevents the arrangement from becoming claustrophobic. The scene of the tapestry is already contained within its own decorative frame, after all, and if all of the decorative elements around it merely pointed to it, the tapestry might seem imprisoned within an overly contained environment. Turning these two framing pieces away from the tapestry keeps the viewer's gaze alerted to the other aesthetic sensations available in the objects displayed. While certainly highlighting the importance of the tapestry, the arrangement here also refuses to close in on it and render it the only point of contemplation. Each object both holds its own and simultaneously functions as part of a larger whole. There is a sense of 
A New House in Auteuil
As Paul Hadol's caricature implies (Fig. 1) , the Goncourts' reputation as collectors of eighteenth-century art was well established in 1868, when the brothers purchased the Villa Montmorency in the suburb of Auteuil west of Paris (Fig. 3) . 21 Moving to a freestanding, single-family house as the Goncourts did was a socially significant step at a time when the vast majority of Parisians lived in apartments. 22 To pay for the new residence, the brothers sold some family property in eastern France, spending an impressive 83,000 francs for the house, which had been built during the reign of Louis-Philippe. 23 They moved into the house on September 16, 1868, and related their pleasure in decorating it in the Journal:
Fifteen days spent arranging this house ... in the dream of discoveries to decorate it, to dress it up with art, in the joy of your eyes to rediscover how its daylight illuminates and transfigures everything that you have brought to it in terms of drawings, terracottas, tapestries, [and] bronzes.
24
The choice of a villa in Auteuil was surely not coincidental, because the town had a reputation as a literary suburb, where three eighteenthcentury authors much admired by the Goncourts had lived: Pierre de Marivaux, Jean d'Alembert, and Denis Diderot. Moreover, the Maréchal de Luxembourg, to whom the Goncourts dedicated an essay in their 1858
book Portraits intimes, once owned the property that became the site for the 1830s housing development of which the villa was a part. The town had an artistic reputation as well, as the painters François Gérard and Anne-Louis Girodet-Trioson were also residents. 25 Paul Gavarni, an artist and close friend of the brothers, lived and worked in Auteuil as well, and they were frequent visitors to him until his death in 1866.
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Once they were settled in Auteuil, the reputation of the Goncourts' house-museum grew. Friends and acquaintances made special trips to visit, intrepid tourists tramped into the garden and snooped in windows, strangers wrote for permission to stop by, and reporters published newspaper and magazine articles about it. 27 Jules's early death in 1870, not two years after their move to Auteuil, gave a certain memorial function to these pilgrimages. Clearly, the bereaved Edmond and his house fascinated his contemporaries. The photographs in Edmond's photo album, all taken after Jules's death, document the way the rooms were laid out and permit an analysis of the decorating principles Edmond used in creating his interior.
Symmetry at the House in Auteuil
As seen in Jules's watercolor, the symmetrical arrangement of objects on the walls and flat surfaces of the Goncourts' Parisian dining room reveals their desire to highlight key objects in their collection (Fig. 2) .
Edmond extended this concern to the displays at the Auteuil house.
Symmetry was already a part of the architectural brief of the building, as both the street and garden façades feature a three-bay design (Fig. 3) .
Goncourt, however, even created symmetry where it did not exist, framing a lone side doorway with large stone terms (Fig. 4) . On the interior, he used symmetrical arrangements to highlight the architectural elements of the house, as in the grand salon (Fig. 5) flat realm of two-dimensional representation on the chairs to the three dimensions of the bronze. Once attention has been focused on the swan, the serpentine play between the bird's long, curving neck and the similarly sinuous line of the twisting trunk of the bush on the fireplace screen emerges for appreciation, carrying the eye from three dimensions back to two. These lines writhe, as it were, within their symmetrical frame, providing the type of visual stimulation that so appealed to Edmond. Discovering these visual affinities and putting them into play contributed to his pleasure in collecting and decorating.
Edmond also used symmetry as a guiding principle in the placement of drawings, as seen in the hanging of the grand salon (Fig. 6) , where he aligned the edges of mats and frames along a horizontal. Ernst Gombrich has called such a hanging "decorative," in that individual works are subordinated to a decorative pattern imposed on them. 33 On the lower tier, the upper edges of the mats are aligned, since the decorative frame of the large central drawing impedes an easy alignment using the frames.
The upper row of drawings rests on an imaginary horizontal line that aligns the bottom edges of the frames. The space between the framed drawings is also carefully measured, and the slightly smaller Moreau le
Jeune of the upper tier is self-consciously centered over the larger drawing beneath it. Such symmetrical arrangements, with correspondence and equal distribution of parts around a dividing line or center, emphasize the relationships between the individual objects of the collection, which are displayed in relation as part of a whole rather than as isolated objects.
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The concern for symmetry and its tendency to draw the eye inward registers strongly in the photographs, but is rarely felt in Edmond's verbal descriptions in La Maison. In analyzing a panel, he tends to describe the central object of an arrangement first, followed by the successive layers of framing objects, embedding within the text a centrifugal movement from center outward that directly contradicts the centripetal path the eye enacts on encountering symmetrical arrangements in the house. 35 If the reader of the book moves from center to periphery, the visitor to the house had a visual experience that moved in the opposite direction, as the visual function of the displays was one of framing and focusing attention on highlighted objects. Without study of the photographs, it is impossible to judge how these features of Edmond de Goncourt's interior participate in his larger aesthetic project. The final element of his design principles-contrast-gains strength when viewed in the context of these carefully thought-out symmetrical frames, which dramatize the visual qualities of the objects on display.
The Role of Visual Contrasts
Embedded within the decorative, symmetrical arrangement of mats and frames, aesthetic relationships based on contrasts in the drawings themselves create visual interest. This can be seen in a number of examples, but nowhere more obviously than in the organization of drawings on the back wall of the grand salon ( (Fig. 7) . Edmond leans against the large black basin, its curvilinear base echoing the sinuous lines of the Beauvais-upholstered armchair placed in front of it. Japanese and French, large and small, bronze and wood, black and gold: all of these contrasts are united and controlled by the objects' proximity, which brings out their underlying formal similarities. 42 The opposition between the pretty and the strong created by this pairing allowed for a greater appreciation of the characteristics of both, their traits enhanced by their display in relationship to one another.
Raffaelli's painting is also one of the rare representations of the color scheme of the walls in the house. They too were subject to the principle of contrast. The red, black-framed walls of the grand and petit salons ( For my new small salon, I sought the way to make . . . drawings mounted in blue, stand out as best as possible. . . . After thinking about it for a long time, ... I came to the conclusion that there was only matte red and glossy black to show off the old master drawings to an advantage. ... I even risked a red ceiling-an audacity!-but which rewarded me and which, in the complete enveloping of the drawings in a unified and warm coloring, made the whites and all the milky clarities that a plaster ceiling kills stand out.
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Not only do the red and black contrast with each other in their hue, value, and surface (matte vs. glossy), but they also contrast with the drawings on white paper and their blue mats. This family of contrasts operates under the unifying umbrella of the red ceiling, which creates the "complete enveloping" of the drawings. The overall function of a decoration, Edmond argued here in this crucial passage, is to make the collections it contains stand out, to bring out, highlight, and show off to an advantage their subtle aesthetic qualities. Rooms thus disposed were spaces of aesthetic contemplation and sensation rather than mere back- A symmetrical hanging based on aesthetic contrasts therefore allows the features of each element to attract the eye momentarily before dissolving back into the surroundings. The lively optical motion that results from the artful placement of objects seems geared to facilitate multiple contractions and expansions of the gaze as it moves across a visual field. Edmond de Goncourt's interior design strategy was one of framing and enveloping works of art in such a way as to maximize this visual play and lengthen the possibilities of optical pleasure and engagement for the sensitive viewer. The constant fluctuations among relation-ships of symmetry, similarity, and contrast create a dense network of aesthetic relationships. While the interiors themselves have long been dismantled, the photographs serve as partial visual witnesses to this complex system, which is only partly accounted for in Edmond's lengthy book. 44 Frustrating in their lack of color, Lochard's photographs nonetheless allow a deeper understanding of Goncourt's interiors and the aesthetic coherence that governed the decoration of the entire house.
Care must be taken, however, to recall that the photographs freeze into a fixed image a decorative arrangement that was in constant fluctuation. Compare the mantel decoration in Figures 10 and 11 . While the central object is washed out in the overexposed glare of Figure 11 , the vase to the left has clearly been changed. Edmond de Goncourt often mentioned his pleasure in moving and rearranging objects in the house.
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The slow transformation of the decorative ensembles means that the interiors were in a perpetual state of flux, and that the symmetrical arrangements analyzed here were only temporary. The photographs hint at the shifting symmetrical patterns, which fragment, expand, and con- The dark red and black color scheme of Edmond's walls also contrasted sharply with the light and airy effect of earlier rooms, and was designed to make certain objects in the room stand out rather than blend in.
It is this use of symmetry and color contrasts to highlight specific objects in the collection that ultimately seems furthest from eighteenthcentury decorative harmonies, in which every aspect of a room's deco- concern at his home in Auteuil.
As a comparative example, the early twentieth-century home of the avid Rococo collector Moïse de Camondo (18604935) matches the appearance of late eighteenth-century interiors to a much greater extent.
Having set as his goal the reconstitution of the ideal eighteenth-century home, Camondo recreated an eighteenth-century-style set of panels to frame his suite of decorative paintings by Jean-Baptiste Huet; and in his Salon des Huet, the large paintings and gilded mirrors were installed into these carved wooden panels copied from the Hotel Jean du Barry, of about 1775, in Toulouse. 52 In the grand bureau ( (Fig. 11 , note that the tapestry here is the same one seen in the watercolor in Fig. 2 , but there without the two narrow side panels).
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Edmond's rooms were simply too small for the grandeur of the works he displayed there, creating a sense of containment and enclosure that was not part of the airy and open eighteenth-century aesthetic.
Other details, such as Goncourt's systematic placement of numerous small statuettes, vases, and other objects on shelves further contributed to a nineteenth-century sense of crowding, and the dark red and black walls of the large and small salons visible in Raffaelli's painting (Fig. 7) had no equivalent in the eighteenth century. Indeed, Edmond's one clearly articulated rule about interior decorating contradicted the stylistic brief of the Rococo:
At the heart of things, let's pose in principle that the only harmonious apartment is one in which the pieces of furniture stand out in contrast and in opposition to two largely dominant tonalities, and red and black are still the most pleasing combination that a decorator has found as a repoussoir to bring out the value of that which furnishes a room.
FIGURE 9
René Sergent, architect, townhouse for pact. "Beautiful things are only beautiful for me on the condition that they are well dressed," he wrote in the Journal. 56 The attraction of the values of framing, symmetry, and contrast thus lay in part in their ability to enhance the beauty of his collections, allowing him to emphasize both the exquisite nature of each object in and of itself, as well as the ongoing pleasure of discovering visual connections between them. This pleasure was continuous in his activities of arranging and rearranging displays using the principles analyzed here.
In creating his interior decor, Edmond metaphorically enacted the actions of both the collector and the artist. As a collector perusing the bouquinistes and antique shops on the quais of the Seine, he was drawn to certain features in drawings, porcelains, tapestries, and statuettes. As a decorating artist, he then creatively employed these objects as compositional elements in harmonious ensembles (or "panels") that were governed by the principles of symmetry and contrast. It was the care he lavished on the thoughtful arrangement of his interiors, in which a myriad of experiences of aesthetic beauty rotated as in a kaleidoscope, that made Edmond's home a point of reference for his contemporaries. His sensitivity to the artistic qualities and craftsmanship of decorative art objects, combined with the creativity he brought to their framing and display, inspired others after him to pursue an even greater degree of decorative integration, either in the historical accuracy of period rooms or in the modern aesthetics of Art Nouveau. The photographs collected in Goncourt's private album partially preserve the visual impact of his interiors, where framing, symmetry, and contrast represent the criteria used for the installation of his large collections of French and Asian decorative and fine arts. The photographs, in a curious parallel to Edmond's interiors, make visible the subtle qualities of display that went unmentioned in La Maison d'un artiste. Edmond's ongoing desire to publish an illustrated edition suggests that he understood that it is not enough to read about the artist's house: one has to see it in order to appreciate it fully. . A number of later titles, such as Madame de Pompadour and L'Amour au dix-huitième siècle, represent updated versions of chapters or sections of these primary books. These revised excerpts attest to the popularity of the Goncourts' history books, which were often reprinted throughout the second half of the nineteenth century.
NOTES
2. For a good overview of the Goncourts' collection, see Elisabeth Launay, Les Frères Goncourt, collectionneurs de dessins (Paris, 1991) .
3. This line of thinking informs recent work on the Goncourts' house, including that of Debora L. Silverman, who wrote about the Goncourts' "reconstitution" of eighteenth-century interiors in Art Nouveau in Fin-de-Siècle France: Politics, Psychology, and Style (Berkeley, Calif., 1989) 14, 2007 , stated that there is a long history of photography (and attempts at photography) on ceramic or vitreous surfaces, beginning with Thomas Wedgwood, although the first practical processes were probably after the middle of the century, with the introduction of collodion. In such processes the exposed gelatin was transferred to a ceramic surface, developed, and heated to fuse the image to the plate. There were also processes of "enameling" daguerreotypes and photographic prints, also usually with collodion, in an attempt to render them more permanent. I have not been able to locate the works Lochard exhibited in these Salons, and therefore cannot be precise about the exact nature of his technique. Lochard received a commission to photograph the interior displays of the Immobilier National in 1882. A group of approximately thirty albumen prints from this campaign are held under Lochard's name in the collection of the Départe-ment des Estampes et de la Photographie of the Bibliothèque Nationale de France in Paris. This work may have given him a reputation as an interior and furniture photographer, motivating Edmond to contact him. The exact circumstances under which he came to photograph the house in Auteuil are also unknown.
10. Beurdeley and Maubeuge, Edmond de Goncourt chez lui, is particularly problematic from this point of view.
11. A potential problem in describing the interiors, and indeed in analyzing most of the Goncourts' work, is the attribution of certain arrangements to one or the other of the two brothers. Jules lived in the Auteuil house for just two years and died in June 1870. With the exception of the attic, which Edmond transformed architecturally in 1885, and which can therefore be attributed solely to him, it is difficult to say to what extent Jules may have participated in the arrangements captured in the photographs taken thirteen or more years after his death. In the Journal, Edmond occasionally recorded the transformations and nearly constant state of redecoration of the rooms of the house, speaking of his pleasure at rearranging objects in display cases or on shelves. For the initial decoration of the Auteuil house, see Journal, vol. 2, 177 (September 30, 1868 1894 ). Edmond was also obliged to remove most of his collection from the house during the Prussian occupation of Paris in 1871. The extent to which he recreated any arrangements that Jules may have participated in is impossible to determine. Significantly, Edmond chose to use the singular un artiste in the title of his book on the house, suggesting that he saw it as his own creation. Even for the years they lived together, however, there is no way of knowing how much each brother participated in the decorating decisions. While acknowledging this potential difficulty here, I will use the plural for descriptions of the brothers' apartment in Paris, reserving the singular for the design and arrangement of the interiors at Auteuil.
12. Because the Goncourts' collections were auctioned in 1896 on Edmond's death, their reconstitution proves particularly difficult. I invite anyone with knowledge of objects having Goncourt provenance to contact me through the editor of this journal.
13. "Je regarde mon salon où il y a tant de clous, tant d'or et tant d'argent. À peine en dix ans peut-on faire un panneau. Je me console avec ceci, que je n'ai jamais rien vu de complet."Journal, vol. 1, 237 (February 20, 1857 
